discoveries" he made during this search for "our common race" was "the currency of the Indian symbolism in whatever is most real in our little native culture, its persistence, despite our really slight contact with that race . . . cropping out in the most unexpected places."3
Crane's discovery of the Indian's centrality to American identity was not original to his work. Many writers at the time were attempting to define an American identity with the Indian as a central symbol. Crane's The Bridge, however, provides a comprehensive allegory of the making of the new American identity, one that, in bridging the theoretical leap that the new formulation of citizenship required, would work to imagine Crane's own sexuality as neither an oppositional nor marginal identity, but as the very definition of the American citizen itself. Although we might today take for granted a certain kind of ideological claim on the Indian by white America, it is important to understand the particular value and demands placed on the 1920s' association. For it is these terms that at once seem to preclude Crane's identification of the homosexual with the Indian, while at the same time empowering the poem's claim for the homosexual as the pure American.6 In "The Dance," which Crane referred to as "the basic center and antecedent of all motion" (L, 271) of The Bridge, he rewrites one of America's founding myths, the Pocahontas story, editing out aspects of the tale that were troubling to the 1920s' imagination by transforming the miscegenist story into a homosexual myth. Instead of offering herself to the white man, Pocahontas here acts as mediator between white and red man. It is in this union, through the bridge of the female body of Pocahontas, that our America is born. By grounding the identification between Indian chief and white poet in the nonbiological terms that constructions of citizenship in the 1920s made conceivable, the genealogy which Crane reenacts for us in the poem, and through which we are asked to trace our cultural identity, comes to have its inception in the union of two men.
As Crane wrote to Khan in 1927,
Not only do I describe the conflict between the two races in this dance-I also become identified with the Indian and his world before it is over, which is the only method possible of ever really possessing the Indian and his world as a cultural factor. I think I really succeed in getting under the skin of this glorious and dying animal, in terms of expression, in symbols, which he himself would comprehend. (L, 307) For Crane, possessing the Indian as a "cultural factor" becomes a homosexual project; as the poem would have it, only the homosexual can claim a genealogy without biology, and only such a genealogy can truly evade all the complications of race. America's identification with the Indian in the 1920s allowed for the formulation of a national self "OUR NATIVE CLAY" 27 that is at once inherited while also remaining defensible against biological claims to inclusion on the part of immigrant populations. Crane's identification of the Indian with the homosexual, an identity excluded from this inheritance, allows him to rewrite himself as founding father.
The first readers of The Bridge overwhelmingly judged it an ambitious "failure," and one of the primary grounds for this critique was the poem's thematic reliance upon extrinsic cultural texts.7 Much of the later criticism has either followed the New Critics in rejecting the poem's reliance on an external logic, or else has argued that the poem has no interest in history at all.8 These critical negations of the poem's self-avowed engagement with American culture operate out of the assumption that the poem is a search for poetic identity, relegating concerns central to the poem, such as racial, sexual, and national identity, to extratextual thematic consideration. The criticism has fail to recognize the extremely complex and often troubling levels on which Crane is confronting these issues in his attempt to claim a historical place for the homosexual by inventing a nativist history purified through a marriage between white man and Indian.
The poem's understanding of America demands to be read in relation to specific formulations -literary, political, and popular-of national identity in the 1920s. In order to recover the logic through which The Bridge engages American citizenship, two developments that established its terms must first be explored: the energetic recruitment of American Indians and the simultaneous campaign to expel homosexuals from the armed forces in World War I-events focused around two of the poem's central concerns, national and sexual identity, and involving two of its leading actors, the Indian and the sailor. In examining how
Crane uses the Indian and the sailor in order to Americanize the homosexual, we shall see how these two apparently opposed identities are brought together (as indeed they also were in Crane's sexual relationships with Indians and sailors) to prove them mutually inextricable in the formulation of an American race.
During World War I, American Indians, most of whom were not yet citizens, were enlisted in unprecedented numbers and "in far greater percentages than their total population warranted."9 One motivation fueling this drive (one that was not directed to any other ethnic group) 28 AMERICAN QUARTERLY was a desire to define Americans returning to Europe as a race apart from the countries from which they were biologically descended. In several important ways, World War I marks the fulcrum in the transition from Progressivist assimilationism to 1920s nativism.'0 And it is at this point that the Indian is transformed from a target of assimilationist policies to a model of an American identity unacquirable through assimilation. " I The Indian soldier was an ideological focal point for the battle between proponents of the melting pot and the emerging commitment to a unique American cultural identity. The debate focused on whether these new soldiers should be assimilated into regular troops, as Cato The Indian soldier defined the army in opposition to the nations from which Americans descended, and so would "arouse the patriotism of the entire country" by symbolizing freedom from European inheritance. In Lothrop Stoddard's terms, "the late war ... must bring home the truth that the basic factor in human affairs is not politics, but race."'9
For these writers and the Americans whose anxieties they voiced, the war had shown that a political solution to the preservation of American identity was not adequate; supposedly naturalized immigrants were revealed to be indelibly marked by race as inferior soldiers, cowards, and traitors. And the Indian was now discovered to be the truest patriot; the war revealed that many ethnic groups had maintained strong bonds to Europe while the Indian remained true only to his native land. As Old World decadence, moral degeneracy, and an imagined threat to the heterosexual models upon which Big Business would increasingly depend. 27 As a doubled and inverted model of the Indian's nonbiological relation to American identity, and through the same set of terms whereby the Indian became the model for citizenship, the homosexual came to be the model for decitizenship.
In the early 1920s, the construction of homosexuality moved beyond the scientific discourse which had invented it. The war was a primary site of the dissemination of consciousness about homosexuality, and contributing dramatically was the scandal surrounding Franklin Delano Roosevelt's vice squad operations at the Newport naval training base, which its historian, Lawrence Murphy, has described as "the most extensive systematic persecution of gays in American history." 28 As Assistant Secretary of the Navy, responding to complaints of widespread homosexuality at Newport and to Secretary Josephus Daniels's demand for "a wholesome atmosphere for young men training in the navy,"29 Roosevelt authorized an independent effort to expose and expel the homosexual. His vice squad agents operated by gaining the confidence of suspects and engaging them in sexual acts for the purposes of entrapment. Roosevelt, "eager for the protection of . . . young men from such contaminating influences,"30 encouraged this internal operation (though he later denied knowledge of its methods), and the squad expanded its focus to civilians. The arrest of a prominent local clergyman brought the scandal into the headlines and before a federal court in 1920, eventuating in a full congressional investigation.
The source of the outrage against the operation was that good sailors were being forced to commit immoral acts by the navy; in the words of one editor, they were "made perverts by official order. Roosevelt came to be held responsible for the very thing he had sought to prevent: the homosexualization of the U.S. Navy. The scandal unfolded into Roosevelt's early political career, and as the papers followed investigations into the operation over the next year, many learned for the first time of the existence of a homosexual community in America. 33
The operation at Newport was part of a widespread effort to expunge homosexuality from the military, and from the terms being used to define the American citizen. In tracing this native culture to its origins, Crane first presents Columbus worrying over his ability to bring back "the word" he has found: "I bring you back Cathay!"42 We know that of course he is not bringing back word of Cathay or the "Indian emperies" (48) , but the word he is bringing back, through this original act of misreading, is Indian. His return mirrors that of America in World War I, bringing back the Indian, and the power of this word has similarly isolated Columbus from the Old World: "I thought of Genoa; and this truth, now proved, / That made me exile in her streets" (48) . Columbus is trapped "here between two worlds," for his discovery of the Indian has exiled him from the Old World, while his inability to read the Indian correctly has denied him the New. It is the poet's task to complete this voyage of discovery, "to do a great deal of pioneering myself" "-Pocahuntus, a well-featured but wanton yong girle . .. of the age of eleven or twelve years, get the boyes forth with her into the market place, and make them wheele, falling on their hands, turning their heels upwards, whom she would followe, and wheele so herself, naked as she was, all the fort over." (53) Where this heterosexual Pocahontas drives the boys "into the market place," the poem's rereading of Pocahontas provides the guide who 36 AMERICAN QUARTERLY will lead the poet away from the market, "past the din and slogans of the year" (63). Thus, "Harbor Dawn," the first section of "Powhatan's Daughter," introduces the poet waking up to the noises of the Brooklyn waterfront. As in each of the first three poems of "Powhatan's Daughter," a sound produced by the modem commercial society that has severed the poet from his origins doubles as a bridge that will carry him back to a primal memory: "And if they take your sleep away sometimes / They give it back again" (54). Here, lying in the arms of his lover, the harbor's sounds recall him to a timeless encounter, "in a waking dream," with a first love: In his effort to establish a genealogical bond that would evade the biological one of father and mother, the poet seems to authorize racist violence in using the bodies of blacks, a race excluded from both Progressivist and nativist constructions of American identity, to propel his course back to the Indian in order that he might truly become his "father's father."
In the first three sections of "Powhatan's Daughter," the poet's "waking dream" (55) of a lost union leads him to travel back over two intermediary bridges: first towards a recovery of sexual identity from the biological family, and then towards a recovery of racial identity through the dispossessed wisdom of an unassimilable race. Having "OUR NATIVE CLAY" 39 defined his voyage in these terms, the poet is now prepared for the reunion of "The Dance."
From the start of "The Dance," we are told that "the swift red flesh" to which the river carries him is not Pocahontas but the "winter king," "her kin, her chieftain lover" (70, 71). Pocahontas has been tamed to appear only as land, river, and bridge-the ground upon which the white man and the Indian are reunited. Crane begins by describing a version of the encounter with the original pioneers that had served to divide the two races:
Mythical brows we saw retiring-loth, Disturbed and destined, into denser green. She guides the poet down the river to its secret core, and she teaches him the Indian's ways: "I learned to catch the trout's moon whisper."
After completing his education, Pocahontas leads the poet to that shore which Columbus had earlier vainly bemoaned as the "one shore beyond In this sacrificial scene, the red man dies that the homosexual poet can be reborn as the true American, and the section ends with Maquokeeta transferring his identity to the poet through a bond of marriage: "We danced, 0 Brave . . . made our vows." The homosexual poet is sole beneficiary of this identity, he alone returns to tell us, while Pocahontas, the bridge to this reunion, remains "virgin to the last of men" (74).
"The Dance" bridges the two nonprocreative models of genealogy that had been polarized as mutually exclusive terms during the war.
By rereading Pocahontas in terms of the union of white man and Indian chief, this act becomes the nation's founding moment, originating the nonbiological inheritance that had attempted to proscribe homosexuality from its machinery. The poem redefines American identity in terms that would make this version of the Pocahontas myth the necessarily correct formula for this transmission of cultural identity. And in this way, Crane's seemingly inconsonant statement that " 'race' is the principal motivation of 'Indiana'" (L, 358) begins to make important sense. For the section that follows the ecstatic union of "The Dance" reverses the terms it has been defining up to this point in order to follow out the fatal implications of a traditional biological reading of Pocahontas to a conception of an American race.
"Indiana" describes a son leaving his mother for the community of men at sea, while she begs him to remain within the family. This mother's significance, according to Crane, lies in "her succession to the nature-symbolism of Pocahontas" (L, 307). But as this heir to Pocahontas asks the son to embrace the reading of the myth that the poem has rejected, we know the succession is to be read as illegitimate.
To expose the barrenness of this false genealogy, the poem reveals the mother's arguments for the demands of the family to be self-defeating.
Opening with an account of the son's origins, modern capitalism is immediately correlated to biological birth as the mother recounts the family's disastrous search for gold: The gold rush and son's birth of the same year have yielded nothing but "barren tears" and a broken family. Returning, the mother sees the modern Indian woman, the other successor to Pocahontas, but one who is now (as she indeed must be) a "halfbreed." Dispossessed, aimless, "riding without rein," this modern Pocahontas is, like the pioneer mother, a victim of the violence and greed that Crane portrays as intrinsic to the traditional reading of the myth and to the biological family itself. So when these two sundered aspects of Pocahontas try to find communion on the wasteland, they can only point to the children who define their condition. The condition of pioneer woman and "half-"OUR NATIVE CLAY" 43 breed" squaw reveals how the wrong reading of Pocahontas has made a notion of a pure race impossible to defend. Crane's statement that "Indiana" is all about race turns out to be exactly right: To be a woman, in the terms of this poem, is necessarily to be a halfbreed and to produce halfbreeds; in this way The Bridge imagines that only through a homosexual genealogy is a pure race possible. The "Three Songs" describe the inability of achieving the union of "The Dance" with a woman. The first song, "Southern Cross," parades a litany of mythical women from which the poet might choose an object of worship but among which he finds only degenerated versions: "simian Venus, homeless Eve" (98). "Virginia" describes the attempt at a worldly object in the form of an office girl, but high atop the Woolworth building she remains inaccessible to the poet, her desires defined entirely by the workaday world: "rain at seven / Pay-check at eleven-/ Keep smiling the boss away" (102).
It is the middle poem in this section, however, which most powerfully enacts the failure of the heterosexual Pocahontas by presenting the barren woman of Williams's nightmare in the artless dance of modern culture. At the "National Winter Garden," the great vaudeville theater for which the poem is named, Crane might well have seen burlesques of Pocahontas, one of the most popular themes of the time. 46 And it is here the poet comes in search of a modern Pocahontas, while finding in the bawdy dancer on stage only "some cheapest echo of them all" (100). He attempts to transform her into an object for his poetic project, by asking: "And shall we call her whiter than the snow?" But simply in raising the question of race through this modem Pocahontas, the quest defeats itself. The poem graphically displays the impossibility of having race through a heterosexual model of genealogy, as the dancer, artificially tinted "first with ruby, then with emerald sheen," "OUR NATIVE CLAY" 45 is suddenly exposed by the slide projector which had provided her race: "A caught slide shows her sandstone grey between" (100). And when this raceless, grey Pocahontas removes the veil she had so assiduously guarded in "Powhatan's Daughter," exposing her genitalia to the crowd, she reveals something so monstrous that "we flee her spasm through a fleshless door" (100). The poet had come to find a heterosexual model for Pocahontas and discovered only "the burlesque of our lust" (101). 
